chapter in this section, on Macbeth, is, for me, less convincing. Cohen states emphatically that there are 'remarkably few specific memory references to a time earlier than the events of the play,' and claims that the 'very first reference to any life experience prior to the beginning of the play' is Malcolm's report on the death of Cawdor (1.4.3-11); but this is incorrect. While the witches get things started by chanting about what will occur (the play, after all, is dominantly about the future not the past, about prediction, prophecy, and consequence), the second scene is devoted almost entirely to pre-play action (the descriptions of Macbeth's exploits and Cawdor's betrayal), and the third scene begins with the witches gossiping about their own past trickery. Later in that same scene we hear again of Cawdor's past treachery. Indeed, the whole dynamic of the play is constructed out of the interpenetration of past and future expressed concisely by Macbeth's lines about what has already been told serving as 'prologues to the swelling act' of what's to come. Nevertheless, Cohen's fluid approach in this whole section provides a welcome respite from the rather too ideologically rigid and predictable readings in the first section. In all three of these chapters, there are valuable excursions into the language and epistemology of the plays.
The last part of the book turns from close analysis of single plays to surveys of several plays. Though it offers some interesting perspectives on such features as hired assassins and the prevalence of disgust at bodily mutilation, it is a bit disappointing, since it fails to bring the book to a full conclusion. While the first two sections, even if they feel like parts of two different books, hold together as units, the last two chapters seem more like separate essays brought in to swell the manuscript to book length. In the final chapter, Cohen's reading of broken bodies is unflinching in its depiction of on-and off-stage violence, but I would like to have seen as well some consideration of the difference produced by the very fact that these scenes are staged. Cohen writes as though he were describing real people undergoing real mutilation but what effect is generated by our dual consciousness, our sense that these events are both real and unreal?
Overall, then, my response is a mixed one. I like the committed tone and the interpretive seriousness, but it is the chapters where these combine with a dialectical and nuanced critical address that I find the most profitable. ( Written about 1595 and published first in an edition with no date but assumed to be 1599, it went through at least eight editions in the seventeenth century, not counting abridgments, and more subsequently. It is a distinctly sub-Arcadian romance, based on a story from Amadis de Gaul, with reminiscences of Greene's Pandosto, Daphnis and Chloe, Barnabe Riche's 'Apolonius and Silla' from Riche his Farewell to Military Profession, and many more. It is, as Goran Stanivukovic puts it in his introduction to this modernized text, 'a collage of literary influences,' and was perhaps so much liked because it was completely unoriginal and without any surprises for the reader familiar with romance. The geography of this history ranges predictably over the eastern Mediterranean, in the exotic regions of which the young and beautiful lovers Ornatus and Artesia, noble offspring of warring fathers, meet, fall in love, are separated, encounter violence, pirates, wild boars, and treacherous princes, and after much testing of their love are restored to one another and live happily ever after. As Ford says in his dedicatory epistle, 'Here shall you see lust tyrannizing, avarice guilty of murder, and dignity seeking his content with usurpation, yet all subverted by virtue.' Stanivukovic in his introduction wisely bases most of his case for the interest of Ornatus and Artesia on its typicality and its representative qualities, rather than trying to claim any individuality for it. Thus the narrative illustrates the early modern fascination with the cultural geography of the Middle East shared by Tamburlaine and Othello, though Ford makes little of the opportunities offered for clashes of manners and mores that his Moorish pirates could have afforded. In fact, the pirate chief who captures Artesia is conspicuously polite and courteous, although he does have to reprehend the 'rude behavior' of his 'ruder' followers, and it seems rather unfair that in the combat with Ornatus, who comes to rescue his love, the pirate is struck with a board so that 'the brains fell about the place and he died.' This episode demonstrates an aspect of the romance that distinguishes it from many others of its type: the greater plainness of the style. The characters are given the usual quantity of inner cogitations, self-questionings, and so forth, but there is, as Stanivukovic says, argument rather than ornamentation. This means that the romance is somewhat low in the sorts of elaborate descriptive passages that provide much of the readerly pleasure in Arcadia, and it also lacks sustained erotic encounters, to which the two-page account of the lovers' consummation is the only exception. Stanivukovic calls this 'delicately negotiated' in its handling of Artesia's conflicting impulses, but a less sympathetic reader might find something cruder in the description of her 'sometimes blushing, sometimes shrieking, and yet yielding, denying, and yet granting, willing and unwilling' as she 'gave that she could not recall.'
The introduction is exhaustively full, and helpfully locates Ford's text in relation to such issues of current debate in early modern studies of narrative as the contemporary book market, the nature of the readership of romance, the significance of gender disguise, and issues of property, lineage, and government. It constitutes an excellent survey of current scholarship in these areas, and would be of great value to a student reader, and also to anyone coming new to Elizabethan fiction. Though readers familiar with this genre in the original might find this text somewhat fussily punctuated, the presentation of the book itself is very readerfriendly, and some may even find the Alma- Tadema Robert Whalen's The Poetry of Immanence is a promising first book of scholarship. The problem Whalen sets for himself interpreting the religious orientation of the lyrics of John Donne and George Herbert and the tool he uses to investigate it sacramental topoi take the pulse of a post-Reformation conflict with which historians and literary scholars have become increasingly fascinated. The book's subject, then, is both timely and complex, and serves as a welcome contribution to the discussion of sacramental poetics begun by Theresa DiPasquale, R.V. Young, and Achsah Guibbory. Drawing on Louis Martz's term 'Catholic puritanism' to examine the role of sacrament in early modern religious subjectivity, Whalen rightly challenges the interpretation of these writers as exemplars of a 'Protestant poetics.' He does so by moving beyond a simple dichotomy between 'carnal' Catholicism and 'metaphorical' Reformed theology, and by seeing sacrament, particularly the Eucharist, as the institutional convergence of the ceremonial and psychological dimensions of religious experience. In doing so, he finds what might be a potentially divisive dichotomy between institutional ceremonies and private devotional spirituality integrated, paradoxically, in the incarnational poetics of Donne, and especially of Herbert. Whalen coins the term 'sacramental puritanism' to describe the liminal place occupied by sacrament for both writers and to express their complex ties to both the Roman Catholic and the Calvinist religious traditions.
Whalen argues that, for Donne, interest in sacramental ideas is most evident in his secular lyrics rather than in the sermons. In the lyrics, he argues, we see Donne testing the limits of an incarnational poetics by pushing the incarnational paradox beyond anything previously attempted in English verse. While focusing primarily on sacramental topoi in the verse, where they predominate, Whalen nonetheless devotes his final chapter on Donne to Donne's Christmas 1626 sermon and the complexity
